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I.

This paper will be as much about music analysis as about communication. Usually papers at music analysis conferences concern themselves with the presentation of analytical ideas - preferably new ones - about a given musical work, or group of works, to an audience of colleagues in music theory. The language that is spoken is the language used among peers. There can be some difference in the usage of certain terms, but in general we can say that there exists a body of concepts and terminology that is accepted by all of us. In fact, as in any other discipline, we could not do without it.

The discipline of music theory, however, is in a very special position. By far the largest group of people who, at some point in their lives, are confronted with music theory, are people who do not intend to be or to become music theorists. This is the of course mostly the large group of young people whose intention it is to play or sing, to study music as a performing art, at the highest professional level. For this group, the music students at conservatories and universities, the 'theoretical' disciplines (ear training, sight singing, analysis, harmony, counterpoint) are compulsory subjects in which they are supposed to, but not always succeed to be interested. But even if they are interested it is remarkable how often music students (even the ones with reasonable results for their theory exams) fail to apply these skills successfully in their own performance practice. Theory and practice somehow seem to have difficulty merging in the heads of a lot of musicians.

There are many reasons why music theory courses are often not as successful as we would wish (and I maintain that a music theory course is unsuccessful if participating students are not capable of hearing, analysing and understanding musical structure outside the theory class room, or have 'forgotten' most of it a few months after their theory exams).

One important reason - one that is not easy to change - is to be found in the normal structure of programmes: all lessons presented in complete separation, no organised communication between performance teachers and theory teachers, their focus and approach to music being often completely different. This often results in music students analysing pieces they are not playing and playing pieces they are not analysing. (I'm talking in general here; fortunately there are exceptions.)

Another reason can, of course, be a lack of interest in music theory, often based on the belief - sometimes conscious, sometimes not - that a combination of instrumental skill, listening to great performers, and musical intuition should be enough; the rest may be interesting but 'is not necessary'. Of course the only thing we can do in these cases is to try to get these people to discover how much there is to gain from analytical and historical insights. But, as in the well-known saying: 'You can bring a horse to water, but you can't make it drink.'

A more important reason, however, for the lack of success of music theory education for performers - and something that can be altered - lies in the fact that many music-theoretical discussions, be it in the form of  lectures, books or articles, are framed in a language that is familiar to us music theorists, but not to most of our students and their performance teachers. With a number of outstanding exceptions analytical literature is hard to digest, and therefore unattractive to the performing musician.

It is not until recently that the idea is beginning to be accepted that music analysis teachers have two different roles. First of all they have to be competent analysts, with a deep insight of the great musical repertoire which forms their working area. Secondly however - and this is a task too long neglected - they have to be both interested and creative in communicating their findings to young aspiring musicians and increasing their interest and curiosity by showing them how to develop their own analytical skills and how they can benefit from these as performers. A necessary condition for succeeding in this task seems to me the analyst's preparedness and capability to see music from a performer's perspective. We are educating performing musicians here, not flawed or second-rate music theorists. Furthermore: given the fact that music is a performing art, a close contact with performance practice seems to me the best way to keep our theory of this art healthy and vital.

II.

For almost five years now I and a number of colleagues at the conservatory of Amsterdam have had the opportunity - thanks to good contacts with several instrumental teachers - to make analytical contributions to performance projects: in chamber music projects since 1997 and in orchestral projects since last year. In addition to this we are experimenting with Analysis & Performance sessions for all instrumental groups separately, in which we combine analytical and performance perspectives on important pieces from the repertoire in question. Some examples from my experience in these projects might serve to underscore the points I made above.

One of my first Analysis & Performance projects was on Beethoven's String Quintet op.29. I started the session by asking the ensemble - sitting before me with their instruments, ready to play - if they had problems with any particular passages. They immediately indicated several places in which they had differences of opinion, and I could quite easily resolve these problems for them by explaining structural functions of the passages in question. I explained and let them play immediately after giving these explanations. By doing so I also noticed some basic problems in their ensemble playing, like intonation, keeping tempo, being rhythmical, problems that I was not supposed - I thought - to solve for them, but for which they readily accepted my suggested solutions. I realised - and later experiences confirmed this - that it is in fact impossible to draw a line between the areas of analysis and performance, and that musicians are not at all concerned with this either. Matters of technique, tempo, intonation, rhythm, articulation and dynamics are of course of direct influence on correct realisation of phrase structure, good balance as regards texture and so on. One simply cannot separate these matters, and players don't really mind if they get advice from a violin teacher or an analysis teacher as long as it's good advice!

I remember from the first year, that I was not quite sure about the amount of harmonic information I should give, especially since I had had an earlier experience (with Strauss's Cello Sonata) where the players had found that I had gone a little too far in this respect. The Beethoven Quintet gave me an opportunity to find a good balance here. In its development section there is a passage (mm. 115-119) with a modulation from D-flat to G major in just four chords: D-flat major, D-flat augmented, C-sharp diminished seventh and G major in 6/4-position, followed by V and I. This 6/4-chord was of course very hard to get right for the five string players: one simply doesn't hear it coming. So I explained the chords, showed them on the piano and played them together with the ensemble. And it worked: the players were very satisfied with their newly acquired harmonic awareness, and in their performance a week or so later the 6/4-chord came out perfectly.

The subject of harmony brings me to another experience: my orchestra projects with violinist-conductor Johannes Leertouwer. As a non-pianist-conductor he was especially keen on hearing my ideas about harmony (of course also on form, phrase structure, motivic relations and so on; I'll return to that later). Together we came to the conclusion I had anticipated for years by myself: that a score full of Roman numerals is not an ideal performance score. So we put only a few Roman numerals here and there at crucial points. Instead we put in a lot of chord symbols, something I have tended to do for a long time, having studied and taught jazz for twenty years. Some of you may frown at the idea, but in actual fact a performer is helped much more by being able to see quickly what the chord is than by seeing its harmonic function expressed in a complex of Roman numerals and figures. Of course this experience affected my normal analysis lessons too. What I noticed there is that many students, in their attempt to put the right Roman numeral under a chord, resort to mere calculation, often going hopelessly wrong because the act of calculation actually closes their ears. I noticed also that students sometimes try to analyse the function of a chord before having realised (through seeing and hearing) what kind of a chord it actually is, thus skipping the necessary step towards certainty about the tonal interpretation. Hearing and realising what the chord is helps to prevent tonal misinterpretations and enables the musician to solve most intonation problems. Harmonic interpretation is also important, but one step further, and for a lot of players a difficult one.

Let's change to some other structural aspects of music: for instance form and syntax. By doing a lot of analyses for practical purposes I realised how wide the gap can be between our normal analysis courses, with their focus on the more usual types of form and syntax, and practical musical reality with its many 'exceptions'. If a trumpet student has learned sonata form by analysing two or three first movements of Mozart Sonatas and a Beethoven Symphony, what is he or she to make of the first movement of Haydn's Trumpet Concerto with its problematic 'second theme'?
 Other examples, from orchestral projects: What is 'the second theme' of the Eroica? (Three options!) And: what is the second theme of the first movement of Beethoven's Seventh Symphony? And of its finale? And: where does the does the development section of the first movement of Beethoven's Violin Concerto really start? (At the second 'ritornello', as the Cambridge Music Handbook says?) And: what is the form of its second movement? And of the second movement of Beethoven's Seventh? (Theme and variations? Not really, but many books say so.)

In actual practice there are so many difficult or 'exceptional' cases - about which different theorists have different opnions - that it's no wonder that performers (students and teachers alike) just do not deal with them. If, on the other hand, we analysts come up with convincing answers to the many questions musicians do in fact have in matters of form, phrasing, texture, balance, tempo, articulation and much more, performers will take notice. Of course we have to sort out analytical inconsistencies as much as possible
: music theory has to offer concepts that are broad and flexible enough to cover all current repertoire.

I think it is worth considering teaching analysis from the starting point of the repertoire of the performer, instead of our 'ideal' cases. If we do so, we will sometimes have to refrain from our own artistic judgement provisionally, just for the sake of giving the student a better chance to learn how analysis can improve the performance of any piece, whether it is Beethoven or just a study. In fact many musicians have trouble analysing pieces we would call simple. This is not surprising if simple pieces have never been discussed in their analysis courses! (Of course I have made this mistake myself.)

A word about analytical methods in practical situations. The orchestral projects I have been involved in so far have given me the opportunity to experiment with different formats.
 In the first project, Beethoven's Eroica and Mozart's K.488, I had one and a half hour to talk to the orchestra, sitting before me, ready to play any fragment I wanted. Of course I had to make choices, so I decided to pick certain topics, e.g. in Beethoven:

a) form and main themes (you can't avoid that);

b) the role of the arpeggiated triad and the minor second, both melodic (short and long term) and harmonic (e.g. the 'Eroica chord': Neapolitan 6/5 and the following dominant with flat 9th);

c) three special rhythms (all starting on 2 of the 3/4-metre) and their role in the big climax;

d) the four phases of the development section;

e) the additional role of the major third (ticking clock) in the Funeral March.

My talk was received well, but some of the students found it too long. So this year we tried to do it differently. For all three works on the programme (Beethoven's Coriolan Overture, the Violin Concerto and the Seventh Symphony) I handed out a sheet with formal summaries of all the movements, which the players could study at home. In addition to that I talked 15 to 20 minutes on the Violin Concerto one day, and even less about each movement of the symphony separately the next day. In the talk about the Violin Concerto I sang for them most of the motivic connections throughout the whole work:

a) the timpani motive and some of its further developments: in quarter notes (the mysterious d-sharps, first left unresolved in m.10-11, later resolved as part of a leading tone diminished chord in m. 65-66), in eighth notes in m.172, and sixteenths in m.18;

b) the three note opening motive of the first theme: a-b-(a)g, answered three measures later by g-f#-b and returning very surprisingly in retrograde in the moving violin 'musing' in m.45 of the second movement; also the rising three note motive: ^7-^1-^2 (m.4-5, and in m.4 of the rondo theme) or ^1-^2-^3 (m.18-22 as starting tones of the rising scale patterns, which is also the main motive (g-a-b) of the theme of the second movement and also the background line in the already mentioned violin 'musing' (m.45 to 48 of the second movement);

c) the arpeggiated 6/4 chord motive in I/28 (ritornello), I/101 (violin), II/8 (codetta), II/11(violin 'improvisation') and... III/1, the rondo theme!

Reactions from the students and from the soloist's violin teacher were very positive.

As for the 7th Symphony: I was 'allowed' to jump in for a few minutes each movement, to explain essential characteristics. For the famous Allegretto I chose to explain the 'symbolic' meaning of the opening 6/4 chord, as a kind of premonition for the fact that the main theme, with its repeated fifth of the key, could also occur in the bass; and it actually does: after the first B-section and again at the end. What a difference it makes when the bass players know! (The leader of the second violins at one point criticized the wind players for the opening chord not sounding '6/4' enough!)

For the finale I gave my interpretation of the different bar groupings to the conductor in advance. Especially the awareness of the continued four-bar hypermeter (with accents on weak bars by trumpets and timpani!) in the coda appeared to be an enormous help in performance.

Experiences like these taught us that it is better to keep analytical contributions as short and concise as possible during a rehearsal process. For more extended

In a recent St.Matthew Passion-project I worked only with the conductor, not with all the performers. One of our main areas of study was the opening chorus. It is in a way symbolic for the whole work through its combining of AAB chorale and ABA (da capo) aria forms. The first phrase of the central G major chorale is hidden in the bass line (more clearly than in the melody lines, as Schenker suggests) of the surrounding music in E minor. This fact gave us a clue to the problem of the seeming absence of a climactic point: the last ^5-^6 progression in the bass, where the two choirs split up again (after having been together for a while), can serve as such a point of direction!

Of course it is difficult to judge the effect of the analyst's contributions to performance projects. One is easily tempted to jump for joy at every audible success. So it might be safer to go for the reactions of the musicians during and after the analysis sessions. In general they were very encouraging. There are a few prerequisites though. If the analyst is insensitive for the ideas of the musicians, the musicians will not respond to those of the analyst. If the analyst is not capable of making good diagnoses of performance problems, the musicians might lose interest or even respect. If on the other hand we are prepared to learn here, and develop our own practical and communicational skills, there is much to be won, and it will be for the better of both performance and analysis.

� Lecture for the Fifth European Music Analysis Conference, 4 - 7 April 2002, University of Bristol, UK.


� After a recent analysis session on this piece for the whole trumpet section of my school (12 students and two teachers), the remark was made: 'Nobody here probably has ever even wondered what the second theme is'. Of course the piece, like so much of Haydn, is essentially monothematic. Special is the different start of the second group in the recapitulation.


� Inconsistencies often rising, in my opinion,  from too big a desire to find proof for a theory in practice.


� All these projects were carefully prepared in several analysis sessions with the conductor. My role in the rehearsal process was the actual experiment.
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